SOAS MUSICOLOGY SERIES - VOLUME 1 


DEMETRIUS CANTEMIR 

THE COLLECTION OF NOTATIONS 


PARTI: TEXT 

TRANSCRBED AND ANNOTATED 

BY 

O. WRIGHT 

Header inArMc 

School of Oriexial and African Studies 
University of London 


SCHOOL OF ORIENTAL AND AFRICAN STUDIES 
UNIVERSITY OF LONDON 
1992 




published by ihe School of Oriemal and African Studies 
(University of London), Thoriihaugh Street, Russell Square, 

London WCIH OXG 


© Owen Wright 1992 

ISBN 0 7286 0191 5 
ISSN 0965-1829 




.-Ji 

Ai 


2 1 8 3 2 2 


SOAS MUSICOLOGY SERIES 

Demetrius Cantemin The Collection of Notations 
Part l;Text 
0. WRIGHT 
1992 

Nepalese Pancbai Baja Music 
c. TiNGEy 


Words without Songs 
A Musicoiogical Study of an 
Precursors 
O-WRIGHT 
In preparation 


Early Ottoman Anthology and 


The Musical Portions of the Sangitanarayana 
A Critical Edition and Commentary 
J. B. KATZ 




FOR CHRISTINE 



CONTENTS 


Acknowledgements 
Note on transliteration 
Introduceon 


Text 






Acknowledgements 


The flrsi draft of these transcriptions, made from a photostat copy some eight years 
ago, was checked against the original inatiuscrlpi in the TUrkiyat Enstitusu during a 
peri’od of study leave in 1985-6 for the funding of which I am indebted to the British 
Academy and the School of Oriental and African Studies. It gives me great pleasure now 
to be able to record at last my thanks to the Turkish authorities, for allowing me access to 
relevant libraries, and, especially, to the Director and staff of the Tiirklyat Erstitiisii for 
their unfailing courtesy and helpfulness. 

Of the many other people who gave me invaluable assistance, whether academic or 
personal, during my stay in Istanbul, I should like to mention in particular Cent Behar, 
Murat Baidak?! and Haldun Ersin. I am also indebted to my former colleagues Victor 
Mdnage and Touikhan Oandjei, for much-needed philological advice; to Diana Marias, 
for proof-reading introduction and footnotes; and to Andrew Aird and, especially, 
Stephen Gibson, for their inventiveness and stamina In the difiicult task of making and 
marrying the computer setting of music and text. 

Finally, 1 wish to express my gratitude to the School of Oriental and African 
Studies for accepting this work as the first volume of its Musicology Series and for 
providing a subvention to cover the costs of publication. 



Note on transliteration 


No attempt has been made to impose complete consistency. The majority of ter 
that are still cunent (principally those for notes, tnodes and rfijihmic cycles) are giver 
their modem foim. In transliietaiing the remaining material the modem equivalents 


£ = • 

e ? 

5 

have been retained, and diacritics have been supplied for words of non-Tuiklsh orl|iti as 
follows: 


i, 

t 

li 


b 


d 


k 




The transliteration takes no account of the occasional eccentricities of Cantemir s 
orthography: thus In place of Canlemir-s Mudaffer the form that will appear, without 
comment, is the normal Muzaffer. 


Introduction 


Whatever the weaJth of historical, theoretical, and other ancillary information that 
can be brought lO bear on the study of the development of music in the West, centra! 
to such an enterprise is the survival, over long periods and in vast quantities, of 
^ representative compositions preserved in notated form. For the Middle East the 
situation is radically different. Efficient techniques of notation were known to, or 
reinvented by, several theorists, but in the context of a tradition of exclusively oral 
transmission they were an inelevance for practising musicians, with the result that 
apart from what can be inferred from a very few isolated (and usually elementary) 
fragments recorded in theoretical treatises or the reports of western observers, the 
pre-nineie«iih-ceniury historical development of the various regional repertoires - as 
distinct from the inodes, rhythms, and forms they employed - is, with one partial 
exception, unknown. That exception is provided by the Ottoman tradition, for which 
there are two substantial collections of notated pieces from the latter half of the 
seventeenth century. Their authors, not surprisingly, both had a western cultural 
background, one being the Moldavian prince Demetrius Cantemir, who recorded the 
instrumental repertoire of the very end of the century,i while the other, known as 'AIT 
A Ufki, was of Polish origin,^ and actually employed western staff notation for his 
mixed collection of vocal and instrumental pieces dating from the third quarter of the 
century. 


'He lived in Isiajibul (as a princely hostage) from 1657 lo 1691 and again from 1693 Ull 1710. On 
his v'orit as musician and musicologlsi see T.T.Borada, ‘Scnerilc ale lui Dimiine Cantemir’, AnaUle 
AcaOemiei Romane. 32 (Memoriile sect, liierarc), 1/79-114/194; Y Oziuna, Turk Musikisi 
Ansitlopedisi. Isianbal. 1969-76 (s.v. Kaniemiroglu); E.Popescu-Judct, 'Dimitrie Cantemir ei la 
musique luique’, SiuOia el Acia Oriemaha.l. 1968,199-213; E.Popescu-ludelz. Dimiirie Cantemir: 
canea siUaiei muzicii. Bucaresi, 1973. 

SlowMk Biografiezny. 2. Cracow, 1936, 156-7; Oztma, op.cil. (s.v. Ali Ulkt Bey). The bcsi general 
survey of biographical sources is now C. Behar, Ali Ufltve meimmlar. Isianbul, 1990. 



As the only exiarl records of a pte-modem repertoire from the Middle East, the 
importance of ihese two collections can hardly be exaggerated, yet neither has so far 
appeared in a critical edition. Indeed, ivhile 'Ali Ufki’s has at least been made 
available in facsimile,* that by Caniemir has never even been published before in its 
entirety.* The present viork, which seeks to remedy this deficiency, is planned to 
appear in two pans; annotated transcriptions (text); and a general study of the 
collection as a whole (commentaiy). In introducing the text here, no attempt will be 
made to provide cultural or historical background, or to add any kind of analytical 
gloss, but simply to give a brief outline of its scope, describe the techniques of 
notaiion it employs, and explain the general editorial decisions and procedures that 
.Stem from them (and from the problems they raise). 


Contents 

The original manuscripi^comains a iheoretical treatise followed by 356 examples of 
notation. Of these, three are extraneous and will not be considered further, two beirig 
(unacknowledged) copies, in another hand, of well-known specimens of notation in 
the thirteenth-century Kiidb al-adwdr of Safi al-Din Abd al-Mu min al-Bagdadi ^ 
al-Unnawi, and the third a peocilled-in fragment in the (nineteenth-century) 
Hamparsum system of notation. Among the remaining 353, two pieces are repeat^ 
later (in a slightly different or incomplete form), so that we have m all 351 
compositions, all insmimental.® . „ , , 

The notation collection is divided into three Mocks. The first and largest, 
pp.1-124, contains 236 pefrevs (one a later marginal addition), and the second, 
pp 125-136 30 semais. There follow a funlier seven semais, two of which are later 
additions, and a further 19 pe^rewi. of which the first is again a later addition, as are 
Che last U which include a number of fragmentary rather than complete pieces. 
Among this last batch is to be found one further (and fr^meniaiy) semai. With but , 


’ In S.Elf in,-11/ c/jw.- tayuii, escrUn ve mearla-isdz u sor. Istanbul, 1976. 

* A complete transcription was made by Y.Tura, but could nm be publislied. Details of the vanous 
parts of the collection that have appeared in prim, whether in original lorn or in iranscnpUOB, will be 
given below- 

s TiirkiyatEnstiiasU,Istanbul, Y.2768. 

‘ The range of insiniments that wouM have been used in the perfonnance of the greater part Of this 
repertoire included some that are equally prominent today, such as the ^ 

(shOT-necked lulc). and Canlemit's own instrument, the tarikur (long-necked lute), but u ^ 
Lhraced melody instruments that are now either exlremcly tare ia Turkey, such as that played by Air 
w (dulcimer) or no longer associated with classical music anywhere in the Mddle 
he (panpipes) and ferdr (harp). The main accompanying percussion inslrumenis 
•en the tfc/ (frame drum) and Warn (kettledrum pair). The remaining pieces are those 

-.. miLsikiii. Istanbul, 156a) as having military and 

en performed by the mehitr wind and percussion 


Utki, the s. 

East, sue 

that have have been performed by the mehur wind and percussion 





one exception all the later additions are in a single, different hand, but as this uses, If 
with slight and generally unimportant deviations in notational conventions, the 
system created by Cantemir, which in all probability was known to very few others 
and was almost certainly forgotten very soon after his departure from Istanbul in 
1710,’ the likelihood must be that they are do later than the early eighteenth cenniry, 
and may for practical purposes be considered conteinpora^ with the rest of the 
collection. Conventions ^so differ marginally from setUion to section, and the 
following account is to be taken as relating specifically to the original layer of 
notations in the first block. 

The order of presentation adopted here is Cantemir's own, additions being kept in 
situ. Various otiier arrangements might be thought more logical: by mode, rhythmic 
cycle, or composer, for example, but no single one would seem to have a strong 
claim for priority over the others, and the orignal order, although occasionally 
capricious, is certainly not lacking in organizational principles (as witness the 
grouping together at the head of the collection of 21 pieces all in the same rhytiimic 
cycle) and may therefore best be left as it is. 

Notation 

The notations consist for each piece of a heading followed by a string of symbols 
defining pilch and duration, interspersed with other symbols and, more commonly, 
verbal labels indicating formal divisions. 

(a) beading 

The core format for the beading is: 

derrmkan-i A usile^B ‘in mode A; its rhythmic cycle is B’ 
to which is added in most cases the name of the composer. This may precede the 
rhytiimic cycle designation, but its ncrnial position is after, and it is then mostly a 
later addition to the original core. A fourth possible element is a genre designation 
or, more commonly, a title specific to the piece. Titles are occasionally placed first, 
but more usually come after the mode name, and are then normally followed dirtvily, 
without the word wit/ey. by the rhythmic cycle name. Here the various elements will 
be displayed in the following order: the name of the composer (or some other 

’ Excepi. possMy, by Muslala Kevseri, who i: assumed lo have copied Camcmir’s colleciion and 


century. (This undated MS. which is In private hands and unfonujiaiely noi availa 
generally known as Uie Kevsai collection.) Bui according lo Fopescu-ludetz (op. 
name is preceded at the head of the MS by the phrase safofcu ‘l-tiiab, which ( 
raitiei Ilian ‘compiler’ (Popescu-Judeiz lakes ii to mean both: ‘ numele 
compilaiorului'). She funher identifies a picture of a cenain Kutb-i Nayi Dede fo; 
the first, ibeoretical. pan as probably being of Nayi‘Osman Dede (<j.1729). and i 
rather more likely that Kevsen was the owner of an anonymous earlier coUection: 
suggest that the period between Cariemir’s deparrure and the cernpilatien of 





clesigiiPlion of origin); ihe name of ihe melodic mode; the title of the piece; and the 
name of the rhythmic cycle. Most pieces lack a title, however, and in several cases 
where there is one the composer is unknown, or at least not named, so that all four 
elements are only occasionally present. 

In a few pieces the name of the rhythmic cycle is qualified by the adjectives kebir 
■great' (or its synonym biiyilk) oi kiiipiik ‘small’, but these seem not to denote variant 
forms of the cycle (none such being mentioned in the theoretical treatise or any other 
source): rather, they provide a means of particularizinf the piece in question, and 
hence may be considered equivalent to a title. With regard to genre, two particular 
categories are given a specific label. The more common is nazlre which, parallel to 
its literary use to desisnaie a poem imitating aiiotlwr at least to iheotiemof adopting 
its precise metre and rhyme scheme as well as being similar in subject-matter, 
defines a piece as deliberaiely haiking back to a previous model. It may sometimes 
contain motivic echoes but. more importantly, always employs the same mode and 
rhythmic cycle as tlie model. The other is the (kiiin) Idilliyar. an instmmenta] 
equivalent of die vocal kar-i naiik in which a considerable number of modes are 
successively displayed. 

(b) pitch 

For the various pitclies employed in the scale system of his day Cantemir provides no 
definition, cither absolute (external) or, within a given octave, relative (internal). 
Rather each is referred to, in Ihe theoretical treatise (pp. 1-2), by its conventional 
name, and in most cases one or two letters are absttacted from this to provide the 
symbolic representation used in the uotatiems. As many of the names are still 
current, and the others readily definable in relation to them, we may begin 
pragmatically by adopting the notational equivalents in the modem system. ^The 
theoretically lowest pitch in Cantemir’S gamut is lemied ysgdh (etymologically ‘first 
place, point one’), which is now conventionally written as d above middle C (that is. 
an octave above its assumed normal pitch - although it is often sounded at other pitch 
levels, e.g. a further fourth below). In practice a note a whole-mne below yegdh alw 
occurs, so that the gamut consists in all of two octaves and a third, from nerm (argak 
to (h liiiseynl: 



(The lower octave will here be designated C -B(- c). the upper c -bi-c ).) 

The various pitch levels distinguished by Cantemir will be transcribed as follows; 
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Altemaiive r^reseniations have been kepi to a minimum, and although the addition f 
of ct for andgS ioifi would provide greater clariiy in certain contexts they have, 
if with some regret, been excluded, both being marginal in the modem system, 

The only noteworthy differences between the seventeenth-century gamut, thus 
exfffessed, and the modem one. are the reversal in the relative positions of saba 
(corresponding to modem nim hecaz but functionally equivalent to hecai) and U7tal 
(comesponding to modem hecaz but functionally equivalent to nim liecar); and, 
more significantiv, the greater number of pitch discriminations now made (exactly 
how many being a matter of some dispute). In so far as the equivalences listed above 
with modem theoretical pitch norms are legitimate, we may most simply describe the 
various optimal interval sizes employed by identifying first a ‘basic’ scale consisting 
of the notes: 0 

C O £ C? vl c d e g a W t’ d’ e’ 

Taking as a representative segment the C • g octave, interlocking perfect fourths and j 
fifths provide an initial pentatonic frame: i 



within whidi the other two notes, BV and/S (a perfect fifth apart), stand a (5 : 4 just } 
intonation) major third above G and d respectively (and thence by definition also a 
(6 : S just intonation) minor third below d andu respectively):'* ^ 



rists of the Ezgi-V 






Other pitch disciminations are arrived at by a simple extension of the above ‘base’ 
through further perfect fourths and fifths, e.g. 


0: an: 
iexact) 
1 abo\ 
ribe til 


d c fl fH ^ g 


GGtABiB'iB‘icdicidebdfeftPft 


znd/f are thus one comma above 5<i and/# respectively, as arec# andti# above dt 
ths as respectively. 

While there can be no doubt that the initial pentatonic framework indicated above 
v/as as relevant to the seventeenth-century scale system as it is to the modern one, 
some of the other idemifications, fw example those giving rise to the comma 
distinction just mentioned, may reasonably be thought open to query. But because of 
the extensive nature of the discussion required, consideration of this question will 
have to be deferred to the commentary. Here we may simply note that problems of 
historical authenbcity arise in particularly acute forni in connexion with the complex 
issue of the extent to which certain terms in Caniemir's system (notably segdh and 
Just evi() might relate less to a rather stable and narrow band of intonation than to a broad 
'SO# zone from which various .sectors will be selected according to the requirements of a 
given modal context, each sector corresponding to what may now be distinguished as 
a discrete pitch level. Thus where Cantemir writes segdh, modem practice has not 
I only as defined above but also Bb (a comma above Bb), which occurs to the 

exclusion of in the context of the Aecflz letrachord (A Bi c# if), and, in addidon, 
I a pitch afs^roximately mid-way between the twoj^chaiacieristic of cadeniiaJ phrases 

in such nujkams as ufpk and hiiseyni. In previous transcriptions Brf and Bb have 
noimally been distinguished according to modal context, but to the extent that it 
could be taken to imply that the same discriminations were made in the seventeenth 
century, and that Caniemir’s system of notation was correspondingly defective in the 


:tii In i Recognjzcd as a discrete pich step in M.£. Karadeniz, Turk musikisintn naiariys ve esartori, 

i Antara, [1982?], wiiere it is noialod as Bi, but not accorded Independeni status In the ’ofneiai’ 
Ezgi/Arel theory, wtiercit is teptesenied Byfl< 




number of pitches it recognizes, such seems meihodologically inappropriate. Here 
the same equivalent, B<l. will be used for Camemir’s segHh througimui; similarly, evif 
will always appear as fl. and'it will be suggested in the commentary that preferable to 
the broad zone interpretation is the narrow band, but set in both cases at a rather 
lower pitch - between one and two commas lower, to employ modeni Turkish habits 
of description - than is now customary. However, as a concession to the performance 
potential of these pieces viewed in terms of modern practice, the (perhaps clumsy) 
expedient will be adopted in such cases of adding the appropriate modem mode 
signature in brackets afterwards, so that c.g. 

/lewzwill appewas: and ye/inaz as; 

A modulation in mid-cycle will then be indicated by a dotted half-bar, e.|. in the case 
of hecaz . after which the (modern) BS value for segah ceases to have effect. 

Elsewhere minor adjustments may be left to the reader/performer: saba, for example, ^ 
will be notated throughout, according to the above table, as di. not dS, hisar as di. not a» 

(c) duration 

The system for defining duration, which may be held to include the verbal 
identification of the rhythmic cycle in the heading, initially prepnts fewer difficulties 
at the methodological level than that for pitch. Indeed, within the tody of the 
notation the basic technique is simplicity itself: beneath the symbols defimng pitch, 
written horizontally from right to left, are added numerals defining relative duration. 
These range from 8 down to 1 or, more properly, a half, ths last value being 
indicated by placing the numeral 1, on the same honzontal level ^ the oth« 
numerals mid-way between two pitch symbols, each of which will then have ,he 
value of half a time unit, (If, however, there is a line break between the wo notes in 
question, the value of a half is indicated by a subsenpt dot for each.) It should be ^ 
added that ihere is uo symbol in this system for a rest,'® and consequently a rest will 
virtually never appear in the transcriptions; nevertheless, the numerals, and 
particularly the higher ones, should be thought of in the first instance as marking ito 
relative length of time elapsing between successive attacks, rather than necessanly 
that during which a given pitch is sustained. It is reasonable to assutne that on 
occasion the tone was not sustained throughout, in other words, that rests did occur, 
so that in this respect a cenain licence in performance would be legitimate. 

The rhythmic cycles into which the various durations are organized are normally 
named in the heading, but do not themselves receive direct expression in the system 


of noiation. save in the trivial sense that the total duration of the notes will (or 
should) add up to a multiple (or single unit) of them. What is specificallj lacking is 
any indication of the recurring patterns of qualitatively varied percussions that 
constitute the essence of the cycles. To supply these recourse must be had to 
Caniemir’s theoretical treatise,'s where the discussion of rhythm (pp. 78-86) gives 
first a simple name list of the various cycles, and then displays their structures in the 
traditional form of a circular diagram with, marked off around the rim, an appropriate 
number of segments within which, in the specific form of presentatirai used by 
Caniemir, is written the relevant percussion mnemonic (with, above, a (redundant) 
symbol for it) and, underneath, a numeral giving its relative duration. Three basic 
percussions are differentiated; dim (in relation to the way these would normally now 
be learned, a single right-hand stroke on the right leg just above the knee, the 
performer being sealed), :ek (a single left-hand sPoke on the left leg), and leke (a 
double stroke, first right hand on right leg, then left on left).'* Teke is not to be 
0 thought of as simply diim -t lek, however: not only is it generally more rapid than 
diim + lek sequences, but it may also be qualitatively differentiated from them when 
realized on percussion instruments. Diim is associated with lower pitch (on the 
kudiim drum pair) and duller timbre (on the frame drum) than lek. An associated 
opposition of strong (diim) and weak (lek) is sometimes mentioned, but should 
perhaps be disregarded as paeniially misleading. 

Expressed in linear form we thus have for e.g. the 16 lime-unit cycle called 
berej^an the following definition: 




diim tek diim lek dUm diim lek diim diim lek leke leke 
212121111211 
In transcribing this, modem conventions with regard to stem direction have been 
observed but to save space note heads are placed in relation to a single line: 


Adopting 2' 


diim Zbovt(-^),iek below (-jpX andwteon 

the equivalent for I, berefian consequently assumes the form: 






and in each piece an equivalent pattern will be provided below the first cycle (or 
cycles, depending on length), it being understood that if there is a percussion 
accompaniment the same pattern will be maintained throughout the piece. Generally 
there is a high degree of melodic-rhythmic congruence and, where possible, the 
transcription of die melody takes visual account of the rhythmic underlay: thus in 


Contained w iiii.n the same MS as the collection of notations, which It precedes. 

Canicniir lists as 3 fourtti basic entry teie leke, but as this consists of nothing other than teke twice 
there would seem to be no objective justiricaiion for so doing. 



dayek, which has the rhythmic pattern 


a cycle made up of. say. J will tend to be grouped h HI i'i J 

rather than S~} J .T J J . 

Of the simplex cycles that appear in the collection, the following are defined in 
diagram form by Caniemir; 


berefyan, devr-i kebir, devr-i revan, diiyek, evsat.fahte, 
ftr'-t muhamnies, darb-t feiih,^ frenk^n, fyUrUkl semai, sofyan 

and are urproblematical. Unfortunately, a leaf (pp. 81-2) containing further such 
diagrams is missing from the manuscript, so that there are no equivalent definitions^ 
for the following: ^ 


semai-i lenk, ^eiJjsr, hafif, havi, muhammes, nim sakil, remel, lakil 
and the forms given for these have therefore been based on other sources. The 
particular problems involved in arriving at them will be discussed in the 

commentary, 

Also to be found within the collection are a few examples of the duplex cycle 
darbeyn (lit. 'two rhythms’), made up of devr-i kebir + berefsorv, and also of the 
multiplex cycle zencir (‘chain, sequence’), made up of diiyek * fahte + fenber + 
devr-i kebir + beref^an. The names of the constituent simplex cycles are normally 
added within the notation at the head of the relevant sections. 

No tempo indications are given in the transcriptions, none being present in the 
originals. The durational value l.has in the vast majority of cases been rendered by 

. From the standpoint of modem perfomiance practice, perhaps, no great harm® 
would be done by simply leaving tempo to the tact and inclinations of the player, 
especially as a cenain fiexibility in this regard is now, and presumably has been for 
some considerable time, quite normal. But against the attractiveness of such a 
solution could well be urged its essential irresponsibility, and an effort will be made 
in the commentary to proceed a little mote rigorously, disentangling what evide^e 
there is. For the moment two essential points may he made, one concerning 
diachronic differentiations, the other synchronic. There are strong grounds for 
supposing that at least with some of the longer rhythmic cycles average modem 
tempi are considerably slower than whatever we may conjecture to have been the 
norm in the seventeenth century. (The choice of 1 = J' rather than J or J may 


i form fen, 



therefore be considered not wholly arbitrary, but rather a hint in the right direction: ” 
thus where modern notations give, say, 1 (= J ) = m.m. 40 in devr-i kebir, we may 
suppose a tempo of the order of 1 (= / ) = 80 to have been not only within, but 
* perhaps, indeed, towards the lower end of the range of what was then acceptable.) 
We may also reasonably conclude that within the seventeenth-century system, 
however wide the permissible variations, some cycles had a charaeteristically faster 
tempo than others. There is every likelihood, for example, that dcvr-i revan, which 
has the same total number of time units as devr-i kebir, was noimally distinguished 
from it by tempo at least as much as by differences in iniemtd segmentahon. In 
addition -to dsvr-i revan. the group of naturally fast cycles seems to have been made 
up of evsai,fer'-i muhammes, and semai-i lenk. These will be transcribed with 1 = . 
Such is not to suggest, however, a simple twice as fast relationship with the 
remainder: it is safe to assume that the majority of cycles were capable of 
considerable fluctuations, so that one is dealing essentially with relatively faster and 
^ slower tempo zones. 

In a few pieces it appears necessary to consider a half rather than a whole cycle as 
the minimum structural unit, and here a dotted bar-line will be used. 

(d) form 

The structure of pieces is also indicated by a combination of verbal labels and 
norj-verbal symbols (such as dots, brackets, and arrows), but in this case the verbal 
labels are the more common and the more important, and are contained not in the 
heading but within the body of the notation. The following remarks will again be 
concerned with the conventions used in the notation of the first block, which contains 
only peyevs, although it may be noted that both forms, pefrev and senai, have the 
same basic structure: 


AA + BB + CC -r BB + DD BB... 

that is, three (usually) or four different (repealed) sections each followed by a 
(repealed) riiomeilo (B), the foniier termed hane, the latter muiSzime.'^ The hanei 
are usually called, in sequence, serhdne, fjone-i 5am,“ hane-i salis, and (should the 
fourth occur) Ijane-i rdbi'. These will be coded as HI, H2, H3, and H4respectively, 
and the miilazime as M. The order in which they always appear in the notations is 
HI, M, H2, H3, (H4). Occasionally the repetition of these sections is fully writtw 
out by Canicmir. 

In a small minority of pieces there is no M, and here HI assumes the role of a 


The same choice is made by Sana) (op. cit.), and presumably for the same reason: it is reinforced by 
suggested metronome marks most of which arc catrcmcly (and in some cases, it might be argued, 
caeessivciy) fast. 

Or. occasionally, t&iime. 

23 But tn the first 22 pieces miydn fjone. Other usages for this and the following kane 
Ucy occur. 


' will be noted 



riiomello, i.e. the stniaure becomes: 

AA + BB + AAi-CC + AA,., 

Associated particularly with, but not restricted to, pep-e^s in the rhythmic cycle 
darb-i feiih is a further section lenned zeyil (Z), which appears between H2 and H3. 
The function of this is not clear from Cantemir’s verbal description, but comparison 
with parallel notations in 'AH Ufki corfirms that it recurred after H3 and was on 
both appearances followed by M, the structure of such pieces being therefore; 

HI t-M + H2+Z + M + H3 + Z + M 

In a very few cases the last recunence of M did not mark the end of the piece, rather 
It continued with an extra, independent final section termed serbend. 

In pieces employing very long rhythmic cycles, such as darb-i fetih or sencir. 
cycle length and section length coincide. But with shonet ones a section will not 
only be made up of several cycles, but may also be split into subsections, the 
majority of which are to be repealed. The stnicture thus becomes e.g. 

HI M H2 M 
aabb + cedd + eeffgg + cedd... 

Such subsections will continue to be indicated by letters (HI a, HI b, etc.). The point 
of transition between the end of one and the beginning of the next is indicated by the 
term ve led, Positive indicaiion of repetition, provided by the term mukerrer, only 
occurs internally, when a part rather than the whole of a subsection is concerned (the 
remainder then presumably not being repealed); but that repetition was the norm for 
subsections is confirmed by the parallel versions in 'Ali UfkL Problemadc, rather, in 
the absence of specific terms or symbols, is determining which subseciiors were, 
exceptionally, not to be repealed, and the decisions incorporated into the 
transcriptions should not all be regarded as definitive. Some subsections dearly 
contain a-wriiten-out repeat-(Cantemir took some lime to settle on an efficient 
technique of indicating primalseconda voka variants) and are obviously not me^t to 
be repeated again, but others are less easy to classify. However, since Cantemir and 
'All Ufki are not always in full accord on this issue it may be that practice was 
somewhat flexible, a solo performer being able in certain instances to determine the 
degree of repeiiiion. , 

Another form of repetition is the reimtoduction of a subsection occurring earlier in 
the piece. This is frequently not written out in full on its second or subsequent 
appearances; the point at which the reintroduction begins is marked by a symbol such 
as I or , or a term such as eyddn ('also’), followed by the minimum amount of 
notation necessary to identify the material in question. Towards the er^ of the first 
block Cantemir increasingly adopts the device of enclosing this identificatory 
fragment within brackets. Such symbols and terms will normally be included in the 
transcriptions, and any doubtful cases will be discussed in the footnotes. It has 



generally been assumed itiai such material is less likely to be repeated when 
reintroduced. 

A further lenn operating at sub.seciioi level is leslim. Its uses vary in the different 
sections of the collection, but in the first block it again frequently indicates the 
reinffoduction of previous material, especially when that material will be final in a 
secdon. It also occurs in the context of prima/secomia voUa variants, where it is 
used 10 signal the beginning of the secomJa volia, and in this function is increasingly 
associated towards the end of the fast block with the symbols I and _i, the arrow 
marking the beginning of the prima volia, the bracket its end (and sometimes also its 
beginning). Occasionally a seconda volta variant labelled teslim which concludes a 
section is significantly longer than the prima voha, and here leslim may reasonably 
be consider^ equivalent to ‘coda’. Other, less frequent, functions of the arrow are 
to identify where the material which is to be reinttoduced later begins, and where 
marginal additions are to be inserted. The end of the notation is signalled by tarn, 
ofun repealed two or three times. 

Other conventions 

As already noted, the conventions employed in the second and third blocks differ in 
certain respects from those described above. They also differ from each other and 
need, therefore, to be discussed separately. 

For the second block only a few comments are required. The heading format 
changes, being normally reduced to der makam-i A serm'i: the composer is only 
rarely named, and there is no title or genre specification (unless sena'i itself, which 
may be deemed to specify a form at the same time as a rhythmic cycle, is so 
considered). Within the body of the notation the main difference is the omission of 
the most common duration indicator, the numeral 1. But the consequent gain in 
economy does not have to be paid for by any reduction in efficiency, for all other 
durations are positively identified. Otherwise one may merely note the increasing 
use of brackets in relation not only to identifying primalseconda voha variants but 
also to locating the reintroduciion of earlier material and marking the extent of 
internal repetition. 

In the third block, some of the earlier conventions return: headings again provide 
more detail; and miikerrer and I reappear among the terms and symbols relating to 
form. The set of numerals specifying duration regains its previous appearance 
through the restoration of 1, but new discriminations are made, and it is in this area 
that the most important innovation occurs. Beginning with 275, each piece in the 
main body of material (which goes up to 339) is assigned one of three codes: vein-i 
kebir, vetn-i sagir, and vezri-i asgaru ';-jagtr. These have sometimes been thought 
of simply as tempo markings (slow, moderate, and quick respectively), but their 
primary function is to subdivide time units in order to facilitate the representation or 
smaller note values. Thus in contrast to vezn-i kebir (the normal code used in the 
first two blocks), where the numeral 1 conesponds to one time unit and the smallest 
duration that can be handled is half a time unit, vezn-i sagir makes 1 equivalent to 



half a time unit, while vezn-i dspru 'f-sagir makes it equivalent lo a quaner of a 
lime unil, and is used in particular to give precise definition to dotted rhythms. ^ 
With the increase in the number of notes of relatively short duration in the later 
pieces may be associated in certain cases some attenuation of the degree of 
melodic-rhythmic congruence hiihcno encountered, so that in the third block the 
articulation of the melody previously adopted in duyek, for example, would become 
rather artificial and is no longer maintained. 

It should also be pointed out that it is code selection in the third block that 
provides the main criterion of differentiation between the relatively slow and fast sets 
of rhythmic cycles described above, and in this particular context the codes may 
reasonably be held to have tempo implications. The cycle evsat, for example, is 
defined by Caniemir as; 

leke leke diin tek diim diim teke teke dUm diim 
232222234*1 

which, with the normal 1 equivalence, yields: 



The beginning of piece 337, the melody of which is notated in the vern-i sagir code 
(1 = ^), would accordingly appear as; 



Crucial here is the fact that the melody is so notated not from necessity but from 
choice: it would have been just as easy to match a 26 : 8 rhythmic cycle by 
employing the 1 = /* vezn-i kebir code and keeping the same numerals defining 


For exemplification see O.Wrijm, ‘Aspecis ofhistortcil change in ihcTurtash classical teperroiie', 

in DJt. Widdess(cd.),itfiuica<1siarka, v.Cambrdge, 1988, MOS.atpp. 13-15. 







; duraiior; 

i 

{ 

Lastly, one may mention within this main body the increasing use of the term 
literally ‘transitional subsection’. It makes its first appearance in one 
of the semaii in the second block, where it means precisely what it says, being 
applied to the final subsection of a hane that modulates back towards the main mode, 
anticipating its reappearance in the miilazime. In the third block it loses this specific 
function, and tends to replace lesHm as the label for the reintxoduction of earlier 
material in section final position. In modem terminology lesUm has ousted miil&iime 
as the general term for riiomello. In the seventeenth century repertoire one can 
0 detect no diminution of the role or importance of the mi'daume. but at the same time 
one can note in the later pieces in the collection an increasing use of tesUm in relation 
to a final identical subsection occuning in more than one hane (and the mulazime as 
well). 

The third block begins and ends with a miscellaneous batch of pieces, all but one 
in a less careful hand that is not always easy to decipher with confidence. This again 
uses slightly different conventions: H2 may be refened to as ona ^dne, H3 as son 
hone, and the end of the piece marked by the phrase tamcm fud. The numeral 1 is 
again largely absent, as in the second block, and superscript horizontal bars may link 
two notes sharing a single lime unit. Tha-e are no code differentiations, and the 
transcriptions assume by default vein-i kebir (1 = J') as in the first and second 
blocks. The division into subsections, previously indicated by ve Uh, is only 
Sporadically shown, but symbols are frequendy inserted to mark the point of 
^ transition from one cycle to the next; these will sometimes be included in the 
^ transcription, but if not will be mentioned in the footnotes. 

Footnote formal 

A standard sequence has been imposed dealing with: 

1. General comment on, and discussion of problems in, the original 

2. Variants in the parallel version found in the'Ail Ufkicollection 

3. Reproductions of the original notation (nearly all in the periodical §ehbafy, 
references to other transcriptions of the original; 

and references to (much altered) survivals in the modem repertoire. 

' While it is hoped that (2) is complete, (3) does not pretend to be so, and the 
assumption mast be that further instances will come to light. (1) and (2) appear on 
; the appropriate page, (3) at the end of the piece. 





In listing variants in other versions, the way in which points of detail are presented 
may be exemplified as follows; 

M b 2: 1 c. 3-5d,7,8 ed. lO-n d eil —3 A 13 fidcde, 15-16 A 3;-2,-4-6, 
8td, 12+cJi d J, 4 is to be repeated,-5. 

Here M denotes the section, b the subsection. Bold numbers refer to rhythmic 
cycles, while the numbers after the following colons refer to the time units within the 
cycle. Thus in the second cycle of this subsection time unit 1 has the pitch c, while d 
extends over time units 3 lo 5. Time units 7 and 8 are both divided equally between 
the pitches given and the two pitches covering 10 and 11 are distributed 

rhythmically as indicated in the following brackets. 13 is divided equally among the 
four pilches given, while 15 and 16 have the rhythmic distribution dTH. In the third 
cycle time unit 2 is omitted, as are 4 to 6, while 8 is followed by an additional note 
having the duration of one time unit and 12 by two additional notes with the 
durations specified. Cycle 4 is to be repeated and cycle 5 is omitted. 

In (2) all differences of form and pitch are included, but to avoid making the 
foomoies excessively long rhythmic variation within an identical melodic contour is 
generally disregarded 'Ail Ufkl will often, for example, rhythmically subdivide a 
given pitch (Jf] for Caniemir’s J, or J /] for J) and also, more interestingly, show 
dotted rhythms (for Cantemir’s ) that the vezn-i kebir of the first two blocks 
cannot handle. On occasion, differences in the 'AU Ufkl version may most 
economically be shown by reproducing excerpts in stave. In these, barlines are 
editorial additions and, unless otherwise indicated, they are assumed to have the 
same mode signature as the equivalent passages In Caniemir. CAII Ufkl has only a 
flat and a sharp at his disposal and is, in any case, rather sparing in his use of 
accidentals, so that by no means all pitch discriminations are made explicit in his 
notations. The use in the footnotes of the symbols 4 and i in (2) is, therefore, a 
projection onto 'Ali Ufki’s version of Cantemir’s values.) Reference will be given to 
the folio of the MS (British Library. Sloane 3114), and then to the page number in S. 
El9in, AU UJki: kayaa, eserkri v« meenua-i saz u soz, Istanbul, 1976, followed by 
e.g. 1 = J , indicating that the equivalent symbol for a single time unit In Cantemir's 
version is a crochet. 

The sources for ihe other transcriptions mentioned in (3) are as followst 

H.S. Aiel, Turkmusikisinazariyaa dersleri, Istanbul, 1968. 

T.T. Burada, 'Scrierile ale lui Dimitrie Cantemir’. Analele AcademUi 
Romdne, 32, (Memoriil© sect, literare), 1/79-114/192. 

Dar iil-elhan; Dar Ul-elhan kiilliyaii {Istanbul Bclediye Konscevatuvan), 
Istanbul, 1924-, 

S. Ezgi.Nazarive amelt liirk musikisi, 1-5, Istanbul, 1933-1953. 


C. Fonion, Essay sur la musique oriintale compare! avec la musique 
europecnc, Bibliolhjque Nationale MS. Fi. nouv. acq. 4023,“ 

M-E. Karadeniz, TUrk ndsikSsinin nazariye ve esaslan, Ankaza, [1982?]. 

E. Popescu-Judeiz, Dimiirie Caniemir: canea sliinlei muiicii, Bucarest, 
1973. 

K.& U. Reinhard. Musik der Tiirkei, I: Die fCun.ilmusik, Wilhelnishaven. 
1984. 

H. Sana!, Mehrer musikisi, Istaiibul, 1964, 

l.B. Stirelsan, •Kantemiioglu ve tiirk musikisi', Dimiirie Camemir (1673- 
1723). Ankara (Tlirkiye milli komisyonu), 73-108. 

M.H. Ungay, Tiirk musiklsinde usulter vekudum. [Istanbul], 1981. 

R. Yekia, ‘La musique turque’, Encyclopedie de la musique (Lavignac), 1, 

Paris, 1922,2945-3064. 

Z. Yilmaz, Turk musikisidersleri, Istanbul, 1983, 

As there may sometimes be legitimate diffwences of opinion about which 
subsections are to be repeated and which not. variation here has generally not been 

The source for the pieces surviving into the modem repertoire are: 

Burada, as above. 

Dar iil-elhan, as above. 

Ezgi, as above. 

Fonton, as above. 

Hamparsum: kievlevt saz eserleri mccmuasi, Ankara Universiiesi (Dil- 
cografya ve larih fakilliesi), MS. Nr. 38726. 

S. Heper, Wev/avidyw/cri, Konya, 1974. 

MA: Mevlevi dyinleri: A. Rifat, R. Yekta, Z. Ahmet, Suphi [Ezgi], M. Cemil 
(eds.), Tiirk musikisi kidsiklerinden, vols. 6 (1934) - 18 (1939) (Istanbul 
Belediye Konservatuvan nefriyati), Istanbul. 

Popescu-Judetz, as above. 

TMK: Turk musikisi kidsiklerinden, vol. 3; Hafiz M. Zekai Dede Efendt 
kuUiyan zeyli (Istanbul Belediye Konservatuvan ne§riyau), 3, Istanbul, 
1943, 

Such vastly altered versions will be prefixed by an asterisk and only broad formal 
correspondences with the original will be indicated. 
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Solakzade 

rast 



fefih darb 














(to/iifri lashih). 
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I) H3: 63-4.67: iheoriginal berthas j fl.e..» (^) wiih a superscript doO. We maj assume either 
that the notes ir question are indeed A, in which case the function of the dot remains obscure; Or that 
ihedots are a subsequently added indication/correctionpointinglowards a reading of the notes as C4(d); 

9 or that the note was originally intended as G*. but that scribal Lnetlia caused retention of the 
previously occurring shape, . That the last supposition is the mostconvincing may be demonstrated 
by reference to 34 HI, where the same is shape occurs after ^ , while in parallel passages in later 
hanes the prope shape becomes increasingly clear, The'AU Utki version gives d in the first case and 
G ff or in the second, the latter certainly seeming rnore convincing melodically. (Despite the earlier 
prominence of G. which would assign this modulation section to niksiz, the finalis before the return to 









2) 'MiU!kU27vf2i2. IssJ . Th« composer is tioinamed. 

The (rhytiunically subdlviflcrl) final pii«se in each setiion corresponsJs lo ihe form given for HI (i.e 
wiihpcnullimaLeSt). 

HI; 13-14 :)2y a, 30 32 s, 33/f<), 65dc, 66 rf, 67 cd,71-25(V, 

M: Sd, I2dc, 13 W}.21,22de,7i-2flrW. 
























Muzaffer 








































































Muzaffcr 


Irak 


fetih darb 



1: 1-I2- 




1,5(3 c,60 8tf,64A. 








< 72 AC. 


>ioduced in ^ehbal, 
'“t, p. 34 Uasfl'fl )). 




































































is c IS noi clear, but is esiablished by ihe parallel passage in Z. 

6: noi cle»; if anything, ecoTCCied lorf. 

'AliUthilfiv-nr/Jg-P. I =J. Thepieccisnoigivenamle;ilisisciibedlo$4hMiiiicl. 

• 11. 12/#g, 17 cBi. 18 A, 28 </, 78 df (and siirilarly in ihe oihcr sections). 
7-i0e;s I fl,13e.l5<f,I6dc,29-60; 

























2) Theie is no se'btnd section. 

3) Original notation reproduced in ^ehbal, 
®M: 51<ic. 
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I) M: 1-4: Emendaiion on ihe basis of Ihe'All UfVI version. To be assumed: 
dufa!ionindication,2(r)beingputirsteadof6{'l). 26: theoriginalh 


2) M; 15 c, 19-20 5 >, 22 fi*, 23-4431 AC. 32 ASd,52 

59 65 dc. 66 cB4, 67 A, 82 de, 83 dc, 85-8; seconds volia as above, i 

‘Ago. 

H2: 39 gJH. 41 ga. 43 gfl. 44 id. 48 gfl. 55 d’, 56 c'bi 58-62 a M c' d' c‘ 
Z: 4 ag. 28 gfli. 37 cS< 40 c. 45 dc. 70 e. 















H?: 12, 


here is no serbend section. 

Original noution reproduced in ^ehbdl, 78,117, 

26 fl coirected lo^ 



26 



































































Mehmed 'Ali 




V, 83 A. 



2) H2: 14d, 57 dc. 82 
H3; 62c,82Srf,83rt. 

3) Original notaiion reptoduced in{e/i6^, 82. 197, 


32 































H3: 82-4: ihe oiiginal lias« d c*. I 
is confiraied by ihe'Ali Ufil venio 


/ircuig.and the subsutuuonoflhe H2 ending 


2 ) HI: n-ied(S. 3;,81 ci. 

Z; I ed. 7 JHe. 13 gft. 30 d. i2 d. 

H3: 35/», 5{-Sab4(S. 3; a gffj y*. 31 ct. 


reproduced In feliMi, 83,217 (but cotrecifid i 










buselik 


fetih darb 
















5 /*, 39 /fe, 40 fit. 54»« J , 69-72 Bi. 73 efl. 82 fd. 



-8, 314 ifl(l — 3 ) ifi. 52 ed.l7*t J . 78 ed. 82 d. 

-81. 1=J . Time signature 88:4. TempoJ = 53. The composer 
I2>3. Z>4. H3>(51-) 


















































































































Solakzade 


neva 





















owing rouiion smidied on lo 
: cnicndaiion suggested is onlf c 

























Solakzade muhayyer -— fetih darb 

















































































2: 6: ihc oneinal appears lo be bt ( ->). bui it is reasonable to assume that it should be 
d as f (j”, but with the upper stroke omilled and the remaindei, as sometimes elsewhere, 
ith a slight llnal down turn ). so that it could easily be misiakcn for bt) The reading g Is 
I by'All UfkT, 

: 3Aabi H2h is written as two cycles to he repealed, priwi mlia ss 2. second! volin asd. 

1 e. 3: I-2.3-4 a gi. 5-6 f» gf. 7-8 J* e, 10 if, 4: 4.6 gf. 

1-8 gt, 9-10 W. 2: 1 g, 5-6 ifl. 

nws a repeal of M a 
2,464,4: 1 c'64. 

2 a. S-iOprima i^olla 

• d, 3 eft. 


a. seconda vofta: ft. 
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hiiseyni 


kiilliyat 











































Muzaffer 


[hOseyni] 


nazire-i kulliyat 
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Hasan Can hiiseyni jiikufezar diiyek 




-w 


r p r 


i p 



























































Hasan Can hiiseyni 















































iDen^K by Caniemir ai a prtmaisecoruSa 
Jim (effectively here a coda), ia added in 


■e, 7-8 d. 

4; 4a.7-5<d. 


1.2: l-2/(»JiaK 



















1) H3 a 2: emendalion taken from 'Ali Ufki 

H3 1: the repeat of ]-2 is indicated by the inseriion al this point of ibe tenn muktmr ('repealed'). 
Wbeiher the whole of H3 b should Ihcn be tepcalcd, or just 3 and 4, as in ihc'AU Ufki version, is not 

2) H3 a 1: 6 ed, 3: 4 cB. cf is indicated in ihc mode signature at ihe head of H3 a, and is not 
thereafter cancelled. 

H3 b 1: 3-4 g/* ga, 2: 3-4/» g, 4: 4 cB. I and 2 are to be repeated, and then 3 and 4. 
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'acemler 


uzzal 


bostan 


diiyek 









in. These noiesseemmeloiJicalJy unconvincing, and could 
tion/emendaiion supplying ihrce missing lime uniis. The 
nforced by iheii absence from ihe 'Ali Ufki version, from 
owever. ihe "Ali Ulhi version is itself two lime units Short 
; conclusive corroboraiion. 

























ufiiisstm i=j. 


2 ac. i C(i. 3: 4 rtc. 4: 3 dc. 6 dc, 7-8 cd cBd 

3d,4cBf'. 1-4 arc 10 be repealed, pnmo vo/(i! as 4, CiCCpi: 40, 

6 FtC. 

I: 1-3 4C.4 6rf, 7-8 4c 

\ n.td.Zde.y. A-ieddccBd. I-3arclobo repealed. To 7-18 






















4ti«,4:3,6 <lc.S:5.6GA. 

; 1-4 aie to be repeated (= Cantemir 1-8). 9: Id. 

j 10 ate lobe repeated(= Cantemir 9-12). 
















Me[le]k can 
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Muzaffer 

SI 


Irak - fahte 




















Seyf el-Misn 


Irak 


diiyek 
























































































































‘acemler 


muhayyer 


kiime 














H2bl. 4; Theoriginal has instead of (:*, 

H2a2.- 2-4j/»j,6a.4: 2a.4W,6f 

H2bl: 6c,2: 6c,3:6c. ^ 
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'acemler 


muhayyer 


yiiriik diigah 

































siinbiile 


semender 
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siinbiile 


nazire-i kutb-i Navi 


devr-i kcbir 

















































































neva 


firakname 


berefgan 


















beref$an 

























$ah Murad 


hiiseyni 


beref§!aii 
























4S 


hiiseyni 


dilekli 


bcreffan 

























arazbar 


mah-i diinya 


beref^ati 







2: 1-2 cS^rJ: 3j.: 
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Muzaffer acetn - berefjan 















Sultani 


neva 


devr-i kebir 
































































3) Sanal 140-1. I Suggfsledtempo J'- 

13: 2 dJ ,40^.584^.3: 14 J ,4-5A.^. 

[26: ' 
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1 

Ahmed Beg 

neva - 

dcvr-i kebir 
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followed by 
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ipengi Ibrahim Aga 


neva 













Ncfiri Behram 















































re-i KUfuk AkmetIBeg. 

,4: aga,i-6ij^fi‘e,9-i0prlmavolia:sd 
5 c. 4 2 cBi. 3-4 c d. 7-10 prima wlla: 
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1) Tho ptirasc kJi^ik}ah\e musi tc laken as a liile equivaleni, allhough as 'Ali Ufti ascribes ihe piece 
10 Kil?uk Ahmed Beg ihcre is iaeviiablj a temptation to delect a reference lo the composer (i.c. 
undersianding rather HufSkfahestj. 

2) ■AiiUfti51r/IOI. I=J. 

HI I: 7-S de(l 3j,9-IOiJ,2: 1 d.tia.i gfi.ide.2: id. 

Mai: 2d,2: I-2S* <U. I0a<7. 

M b 1: 2d, 2; 3c,7-10^n'ota no/ia: ABd cd Sot d.seconiayolm: A. 



13! 


H2I; 2o,5-6^c,9de,2; 
3: 2a,5-6^f,8d. 
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muhammcs-i kebir [muhammes] 
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neva 


nazire-i muhamnies-i kcblr [muhatnmes] 
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gelincik 


muhammes 




































neva - muhammes 











































































niuhammcs 



































































149 















































72b 


Mustafa neva - muhammes 


_p J K--. «» —-->-. »-■ ^ 

" 16 ^-- "* 


r i; ^ 

"r ^^ r 't r 














lybeaslipfoffl. 
















73 














15S 






















Uie fan Uiai (tnber is given ty CantcmJr as the cycle for M, and so presumably would not 

5)11 further note that If "All lifki's ctioict of Mil for M is loss convincing lhan Canicmir’s 
ibecause of the mtcmal distribution of repeats), his assignment of HI to nim sakil might be 
ed less than wholly atiihoritaiive, although li should also tc added in relation 10 Cantcinir's 
that if iluyek Is chosen the melodic paitcm, especially the chiuigc ofregisier in ihc middle of 
ond cycle, would appear to be aiypical. 

4^ c«f J), 

ic rhythmic cycle Is given as 12 : 8 (jemai-i Sarfij), 


157 




















§ah Murad 


hiiseyni 
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Beg 


muhayj'er - diiyek 
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Muzaffer 


hiiseyni 


fenbcr 
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Melek Can 


hiiscyni 


^enbcr 





















,3: l-ldeli ]J.9-I0dcfl*4: 
by a serber^. 


































2) H2a: 28c»'.40a. 
H2b: 20A 43-4 jfe. 

H2c: 41-2 eddc. 






































































































Ferrul) 


muhayyer 
































82 


hiiseyni biiyiik muhamnics (muhammcs] 


P P ^ ^ ^ P ^ v ^ 





























h appear$ to te b 
ldcd,14-16J*i 















Kul Mehmed 


hiiseyni 





















84a 


hiiseyni 


'a;ik 


































84b 


'a§ik 


huseyni 


duyek 





























85 


hiiseyni 


cihan ara 


diiyek 











































































2)'AliU(I:i26v27f/52-3. 1 = J, 

HI 1: 4 A,3; 3-4A,4; 7-S A.5: 8a. 1-16 are wrilien as 8 cycles lo be repealed, prim voUa as 8 
except: 1 efl. leconda wlia as 16. 17: 2 a. 19: 8 g. 21: lAe d e fll.22: 1-ied. 17-31 are written 
as7cycles to be repeaeil.;)r(ma vo/M as23,i’ol(aas31. 32: l-St. 


































































1 ) The (Ilk nf«vc-i(fe7)dmeans 'sea u.aves'. 
y ■AIIUftl29r«7. 1 = J. 

HI I: Sd,7: ie.id.S: I f.6- I e.Sd.l- Ir.S: 5.6, 7-8 A -9-12. 

M 1: 2 tf, 5:1 c, 9. 8 <I, 10 :1 e, 5<3. II: i c. 1-12 are lo be repealed.ne/ia; 12: i-d Si S-6 c, 
2 - 8 tf. 13; 3-4 A G. 7-8 A. 15: 8 C. 13-16 are not repealed. 

H 2 a 1 : 2 e.3: 2 . 1 #, S: 8 a, 6 ; 5-6a;. 1-16arc wrlocn i« 8 cycleslo Be repealed, prima nolia as 8 
eatcpi: 4 5 ,5-8/*, icomili io/iflas36. 
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90 


hiiseyni 


nazire-i ;ukufezar 





















91 


muhayyer 













The E^ienl of ihc t^dan section is not clear. It could theotetically comprise the whole of M a, but 
given the extreme length of M it has been assumed that only the final pan was inteiided. 
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95 





























96 










































98 


Zurnazen Ibrahim Aga 


^enber 









99 


Zurnazen ibratiim 


u5,?ak - beref§an 





















iOl 



beyati - 

frenk9in | 

























102 


'acemler beyati - devr-i revan 


































Ahmed Beg fast - ?enber 

































106 



























1) H2li 12; 6; the original bas W (^). butit may be presumed that this is a slip for 4 (a). 

2) H2b9; 7-8flri;c,10: ] d(i). 9-28 are wtiuen as 6 cycles 10 be repeated, prims »D/ra as 13 and 
Wexcepi: 14: 4e,seco«lavol/aas 19and20excepl; 19; 2f(»ri20; 2-4A B(il A. 

H3; Uiemodtilaiionisnolinilicaied. 

H3a3; 4cff;,5: 24c(f) d c(«3,6: 7-8 A Brf. 

H3b6: 5-8 AJ*AJaJ. 
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ill andlZeicepi: 11: 2Ff«.7-8A, 12; 4 

lF<n. 

















Ahmed Beg 




































































109 


Kanbusu Mehmed pelebi 


accm a§irani - zencir 















































112 


liuzi a^iran 


diiyek 


























Muzaffer 


buselik a^irani 


sakil 
























2) 'AlIUMmrO02, 1 = J . The rhythmic cycle U not defined. The piece is ascribed lo KemSni 
MustefaAga. 

HU: 5j,21-20f»,2: I1.12«yr»jf/ 5;,21-2C«. 

Ma: 27.8 a i/S 

M b; 4 6;*, 8 ed, 10 dc, 12 cBi. 14 SM. 
























115 


Kcmani Mustafa nihavent _ diiyek 












116 


Dervi§ MusUfa 


nihavent 


devr-i kebir 

































































J) H2 a been kepi as wriuen: dolled half-cycles have been uidicaied, and no ailcmpi has been 
made to suffily a hypotheiical hoIf<ycle lobring the total up to 3. The l^o-and-a-half cycle length is 
COitfirmed by 'AU Ulhl, and it may be assumed that, as before, the repeat wouid begin in mid-cycle, 
the lolal ien^ being therefore 5 cycles. Matters are complicated by the fxt that a bracket (in red) Is 
placed horirontally above the third half-cycle, bul the significance of this is not readily apparent; it is 
certainly difficult to see it as in any way an indication of omission, or of a seconda vo/ro varianL It 
would be tempting to think mat it shows that this segment should be repeated before pnxeeding, thus 
making a straightforward round number of cycles, but the evidence of the 'All Ufkl version runs 
counter to such an interpretation. 

2) H2a: 8 oo, 36-7 a g* (3). 

H2b,c: MlswruienttsC. 

H2cl: 9-ll<fc’W. 

H2dl: Igta.ZefiA: 8 £«• 




















Solakzade 


ni§abur 


devr-i kebir 
































































121 



















261 















prcvioiisl) the n 
HI)' Canicniir’: 
















Muzaffer 























124 
































"-rVW- 













'acemler 


pen^gah 




















Papa Ferru^ 


























12S 


pen^gaK 






















129 



276 






































































130 



Irak 

perizad 

du>ek 




































































3<(. 9-10. 11; 5-( 
I; \-2!>l,(S. il.ifte. 











if MuzafTer 


























































































137 



acem 

timm Ql-kiyas 

muhammes 











































means 'Ctiina aster'. 
Ulli83v/ie5. 1 =J . 


lc,7-84/. Mfl arc wriiienasS cj-cIcstobcrciKalcO. 12: 2/1/!, 7-8 CfW C?. 13. 7-8 c 
re 'irliiciias4cyclcslo OercpCMCd.prima voiioss 14 cxapi: 6-7 c, ieco:i^Sa volia a; 
3/?. 1 and 2 arc 10 6c repealed. 7: 4dc, 6 c8< 8 841, 8: 1-ScBi. 
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Muzaffcr 


acem 













W,25-6^ 3), 29.31 J»iswritici)a!<i('.’i),474; 4isfolioweiJ by a J .presumably 

7lra variant, although no repeal b ifidicaied. H3 a: 












310 




















5-6f/*;,21-8e |,32c,37i,41.2d e(i —3;. 

t(r^y 

















145 


Zurnajen Ibrahim evig kiigiik hafif [hafif] 

















































































Solakzadc 


accm 

















150 



































151 


Miistakim Aga acem - darbcyn 












seemingly, a single c)<le of ier</Jc!n to be repeated. To be assumed is a funlier repeal before Uiisof 
H2 b 1 ot, perhaps more likely. Inadvertcni omission of H2 c 1 (ihe melodic coniour of which is 
visually idemical), die single Oere/fon cycle conesponding therefore lo H2 c 2. 

H2c2: as Me 2. 

H3al:,Uc,2; 4.5c,.c ec. 0 

H3 b 1: 3y!e.4-5 < A «-l4; - 2:l0fie.n-l2<ieflg. 

H3 cis omiiied. 
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154 

Ermeni Murad Qclebi kiirdi - darbeyn 





















Solakzade 




























































varsagi [baba tahir] nazire-i devr-i kebir [devr-i kebir] 






































Behram 











135-6. 


Suggesied lempo 


liven with ft Eh/oughom. 
.m after M b is omitted. 








hindiler nisabur 

se 





















1-5: ihe original has e inscadol 

























































162 


















163 


kuhpare 

































§ah Murad 


huseyni 


Tozkoparan 


diiyek 
















































Eflatun nigriz 


















Solakzade nigriz 




















167 


nigriz - berefjan 


















































169 


benef§ezar 

















































3) E?gi2,3l-32. 


Sdggesicil icmpo J'= 160. Iniemal repeats ire noi indkaud. 


I 2: 10c* 

,1.2:3. 6-7 rtt. 

ilj:3.6-7fij. 1:12-13 f* 2: IOC* 

2) 'All Ufkni2v/219. ■ =J • The rhythmic cycle, allhough defined as devr-i seems 10 be 
wo versions here is lo present'All Ufkfs nolelion in 6uU: 



























171 


'acemi hiiseyni - devr-i revan 

s. 



















172 

































ThcphenomsnoaofamissinghalfcycIcappeaisagainhcreUiboih Hi ban(JH2c. Tlie area common 
10 boih consists of three full cycles, so that separate emendations would be required in *c cailict part 
of each in order to round up the total. Failing an unmaAed rest of half a cycle il therefore SCCniS 

consequently teen divided into half cycles. 

A different approach to thedisuibution of material here would be to Uike the hinrfl of die heading not 
as a variant of fiindiler, but as an adjective qualifying the rhythmic cycle. Devr-i revan-i Hindi might 
then be considered a prototype of devr-i Hindi, a 7 time unit cycle In lerms of which the half cycle 
problem would disappear. Employing the standard percussion pallcra of deur-i Hindi HI a would 







MuzafTer huseyni - zencir 




















































3) 'Hiimparsum 52-53. 

•Darul-clhan no. 100.1 = o . Timcsigna(utc 14:2. Tempo J = 40. 

'MA no. 222 (also no. 291, pan oily). 1 = o . Time signaiurc 14: 2. Tempo J = 112. 

*Hopcr4l-42. 1 = o . Timesigooiu/e 28: 4 

(H I a- flrsi half of M a I>H1. second halfofMal-fWa M b>H2, second half of 1 +- 

leslim 2>Kj|(/n. H2 a>lT3, H2 b (Hcpcf omiu llfS! half of H2 b 2)>H4, H3>0; in Dar iil-clhan H3 and 
4 arc sortcwhaidiffetcni: H2 andH4 Is unrelated. The lerm (ej/fm is used only by Heper: 

the others incoiporaic Uie material into the haru.) 

'Kaiatfcni^ no. 126 (HI t M a eaiiy). 1 = o . Time signaiure {7*) 4; 4. Tempo indicalion; yiiruk 
('fast’). 

•EtTgi 3.30-33. I =J . Time signature 28; 8 TcmpoJi = 80. 

(Hl>Hl, M a>M, M b>H2, iesli/n>fA, H2 a I *• H2 b>H3. ?variant of M b>H4, ?variantof H3 a I -t- 
sceond half of M a 2>s&nmf<lannie.) 

No ati/ibuuon in Hamparsum (where the piece is headed kaiSm ('ancient')). AiiriPuted in all ohet 
sources lo NSyl 'Osman Dede. In Dar dl-elhan II is given ihe tide kabak dtvri, Ciniemir’s Ltle for 
174,iogeiher with a footnote purporling to eiplain its origin. 


1) The lille gida-iriih means'nounshtncni for the soul'. 

2) 'AliUll;iia)r/195. 1=J. 

4:7-8fl<7 4cflf, 8:2G,7-I G, 10: l-2d Si 


1-4 are wrilien as2 cydes to be repealed: 


1-8 are written as 2 cycles to be repeated: 
































38] 

















































































Suliikzade 




























































182 


segah 


ruhban 























































184 


hiiseyni 




















397 


































acem 


kiigiik murassa' 



















The headini has fine as its apparent liiJe tiikne Cold, dilapidated') and then adds at the end. after 
Iherh/thmic crcle.iij/iip ('(watcrj'i heel') acem. In the first mode index the two words arc, however, 
juxtaposed. 





















































190 


Dervi? Mustafa 


9argah 






3) Ezgi4, 199, (and lienee) Yilmaz68. 1 . (HI, M a. M b onl)- in Yilmaz.) Except in H3 BVis 

tendered by Bi. The rhythmic cycle is defined as devr-i revan. The composer is named as Nayi 
Mustafa Kevseri. 

H I 2: S 

"HamparsuJTi 26-27. 

“Heper 83. 1 = 0 . Timcsignaruic 28 ; 4. 

(HI I>H1, HI i>0, M a 2>iej//rn. M a 1>H2, M b>H3, M C>0, H2>0, B3>0. The term 
leslim is used only by Heper; Hamparsuni includes (he msicrial wiiiiin the hane, but then 
considers H2 to function as a rejffn, being lepeaied after H3 (iifiincu haneye leslim 
matominda ikinci hane ^alinir).) 

■MA no. 234. 1 = 0 . Timcslgnaiure 14 :2, Tempo J =44. 

(HI l>Hi, HI 2>0, M a 1>H2, M a 1 -f 2>H3 = Klit<n.Mb>H4 {in which I = J ), M c>0. 
H2>0.H3>0.) 






















192 



















193 


neva 


diger^enbcr 


[?enber] 





























195 






















196 


Kul Mehmed [huseyni] hiiseyni-i kii^uk duyek 











































































199 


muhayyer 






























200 



426 









































n: b 2>icslim. H3 1-'. 

xi/iiio ilic niaicrial inio ■ 












202 



Solakzade 

u$$ak 

— 

sakil 

























203 


Solakzade U5§ak - hafif 



1) Thehtadingisder i.e. the mode and rtiyUimtenm are inadvoieiUy 

reversed. 

2) 'AII(jn:i64v.65r/l28-9. 1 = J. 

H); 1-2 C Fit) 11 3). 3,4CAffj. 13 C. HI is written as a half cycle to be repeated, prima wtia as 

13-16,.teconila valla ts39-37. The whole is then to he repealed. 

M a; 2 dd, 6 cc. 

M b; 2,4 A. 30 c. 

Me: 6d,7-8 c D<i 

H2 ais wiiiicnasa hair cjclclo bcrcpcalcd.priroi valla: nfi?i). 13-U«d, 1S-1« c siconda 
volia as 27-32. 


432 











2) H3 is writltn as I cycle lobe repealed, pn'ra wlia as lexccp: 










204 


Solakzade 


u?§ak 


siilun 


















































206 


Tatar IJanGazi Giray 


mahur 






























207 


[mahurl 


devr-i kebir 
















208 


Muzaffer 


mahur 







































Dervi§ Mehmed 





















































































Ibrahim Aga 


hiiseyni 












• uncxpccled) 





































EyjubH Mchmccl Qelebi niihiift 


clarbcyn 


































216 


EyyQbli Mehmed (j^elebi segiih - dcvr-i revan 


















H3a2: 10; iJic original clearly has nol o9(F«)bui t:> (G*)- However, ihis appears mdcxfically so 
odd (and modally illogical) that, if after some hesilaiion, ii has been rejected. Other possible 
A ement^tions, assuiiung a slip (or a similar letter shape rather than a totally inexplicable lapse, woald 
bed ( J>)or£i(s^l. 


457 







217 


Ej-yubli Mehmecl (^elebi jehnaz 

































































































hezar dinar 


mtihammes 





























222 



4«7 





























Mir-i Hac 


muliayyer 


diijek 








































224 

Haci Kasim hiiseyni Siilcymanname 


















Edirneli Mehmed ^elebi hiiseyni rakk^ 





































































227 


Kantemiroglu 


rast 


bereffan 















Bayazit 


nijabur 





























































233 


'Osman Dede neva - [?9enber] 












































3) •HamparsumTO-l. Not aiiribuied. 

*MAno. 216- 1 = 0 . Time slpiaiiiie 14 :2. Tempo J = 40. Aiiritiuiei] loKulMehmed. 
CHI>H1, M>H2, H2>H3,saona halt of H2 1 + H2 2 ♦ (MA oalj) M b>H4. H3>0.) 

•Heper2S-6. l = o. Timesigiialiire28 : 4. Composer slated to be unlmowB (iesifiJalT'i mefAil/}. 
(H1>H1, M a>H2, M b>0, H2>H3, second half of H2 1 <• H2 2>H4, H3>0.) 

4|g 














Eyyubli Mehmcd Qelebi muhayyer 



























236 


Kapuci 


beyati 


sakil 





























































































pen^gah 


semai 
















1) H2: there is a maijinal note in a later hand; fen|-i liarbi falinir, sugECSling a miliiarv band 
associaiion and > diffwent (12 : 8) rhythmic c/cle (see Sanal] 46.9), 

2) ’AliU/Vill3r/218. 1 =J . 

























































2is followed by: ^ 


SusgesKdicmpo > = 288. 
irongfioul by M and Bi respectively. 













1) There is a laicr marginal addiimn in anuihcr hand: yiaak falimr (•pla)ed fasi’). 

2) 'AliUncilOlr/196. 1 = J, 

HI 3- 4-5 e 5<7: 4.5 c d. 

M2,6: l+d.-6. 



















248 

Ahmed Cdcbi segah - semai 

iss 








































































; 6,3: 2: /»is ttndcrea by 


514 

















lotei C*H3 is also played fast). 3: 1*3. 

t> {G*) father than i_»(F^. but this would appear 10 be a slip. 




•II 






























































































siinbulc 
























siinbiile 


sernai 































































































264 


1 

(* 

. Ahmed ^elebi 

beyati 


semai 










































267 


iiiiseyni 


semai [-i Icnk] 

























268 


aMest hiiseyni 


semai [-i lenk] 




538 























nply replaced 


















































3) Sanal2Cr7-9. I =^. Sd|gesKdtempo J> = 360. 

F# is ihroughoul rendered by FH. 

^ H2: /r is rendered by A 






































272 

Solakzade evig - semai 

= J> 140 



















273 


§erif ^elebi 


[ev'ig] 






















274 


[segahj sur-i hiimayun muhammes 










































































13, tfieji'Cent/should prohably be regarded as reverting to 
als 10 guide inicrpreiaiion ) 














































































279 


Kantemiroglu 


buselik a§irani 

































































3) Buiada69/l47-73/l53,andihEncePopescu-Judeiz5(3n-7j, 1 = J, 

C* ii rendered by Gl. 

HI b3; 12cBf d. • 

Ma2: 13-16jt. 

Mb2: 9-10« BUS 3 ). l2fl4C». 

Me: S^isrenderedbySi 1: 12ct BlA 
Me 2: ifiedc. 

H3: F#andy#arerenderedby ft andytrespecLvcly. 

(There are some minor insccuracies in ihc duraiional values, generally involving die omission of 


•Butada 42/120-44/122, and ihcnce Popescu-Judeiz 21 (348-9). 

(HI a>HI,Hl b land 2>H2,ai which poimihe piece stops.) 

•Popescu-Judetz22 (349-57). 

(HI i>pariea I.Hl bandc.Ma.b.c 1,7 d. inie>pcma Il,H2>po««ara H3aand opcncal 


564 






















paraJlel passages wtiai hss been omitied. or even of knowing precisely from where (except that the 
middle seems more likely than either the beginning or ihe end) the nature and positioning of the 
material provided must be regarded as guess-work. The material itself is based upon Cantemir S 
verbal description of the mode <£id>»Jr5l-2), which explicitly mentions a final Bd AH G At 6e 
movement, and on ifie er.capsulaiion of its mam characietisdct in 296. However, it is clear from a 
more extended example of gevep. 284, that the descent to C? is not obligatory. The positioning of the 
maierialassumeshaplography{Sd O). 

H2b, HI on p.l45 paired notes of duration 1 are in addition linked by a honxonial supetsciipi bar. 




















281 


Kantemiroglu 

Jl us 


bestetiigar - bercf^an 































569 












282 


'acemijan 


maliur 



































































.'CUTS uncxpocicd!)' afior M js 
funciioAs: asZ aficr H2 and 
rmalis of ^evtjr, Bi Is found 








































Kantetniroglii 


muhayyer 


muhammes 







































286 



iic Tirsi line of nouiiion ends wiUi 5; 3-4 followed by 7: 3 uilh, added above ai 

oihc nwjin, ihe noics here insened bciwcen Bicni as t: 1-7 2. 

wed by ihc insimciion Daigu strtiuie Cicjicai Hr • piesuniably die whole seciion «ii 













)llowed by ihe insmicfioii bdzsu lerldb-i sou df muldzime vt lertf6-i salis , 
« mildsmi oz awofi/i tiz aii'ln (‘repeal Ihe second subsection of Ihe n 
he end (i.e. the subsections added in brackets as H2 c asid d) and then ih 
r from beginnins to end’ (i.e. the natural rilomcUo repeat of HI/ M between 
























































288 


mahur 


ku9uk ^bakat 



























289 


Kantemiroglu 


mahur 


flarbcjn 















3) Popescu-Judetz 10(324-6). l=Jl. Timesisnature 60 : 8. 

HI 1; 1 GA G.2: lAG/J^)- 
M3; 7c, 

H21; 3 J*J’ g^jZ: 1 aW, 2H6M l^^). 

Z6: 6 c ed( ctP^). 









290 


Kantemirogli 


sultani irak 


devr-i kebir 





























291 


murassa' 






























Ib-i merUa:i lerljb-i inliialde'i ewel ulur 
■Id)). 

i-i mcih'm niiikcrrcr olur ('this suhistviiim 
icr lh;in lhai pfcccding, i.c. lo C'tludc fMiii 




























292a 


- accm 

sancak 

muhammes 















version a repeal here is quesiionahlc. 

5 has associsiefl wiih ii ifte marginal noie: zeyi! giiri otur <‘|“h^ 
ame rmierial is explicidy ideiiiified ai such laier in die pie'ce. T* 
1 dial Uiere was no preceding repeal, H2'b and 1Z| forminga single 
: 'Ali Uflii version below). 5 is idcniiried asa rerlim. 

iAAj,5-6A7e- 

15-16 e There is no repeat sign beiweenH2 band (ZJ. 
s a repeat sign aficr 2 (presumably lo incluje also H2 b). 2 prim.i 





























292b 


accm 


sancak 


muliammes 

















































294 

neva ku^iikneva muhammes .. 











































pen^gah 


nefir dem 


dijyek 



The noiaiion of pilch here requiies some explanaiion. For mosl of ihepiecea compound sign is used, 
rendered eVi in ihc mode signauire, consisting of the ncfmal sign for c* with a funhei venical added: 
U, i.e. a combination of b* ri and i cf. (Thai this analysis is correct is shown by Ihe one or two 
instances in which the two art Wirilicn separately one above the other: \i). In addition, for pan of the 
piece a second such compound is added, superiraposingthe pitches and SI: jsr^sunilaily rendered 
in the mode signature as Sf*. 

This rather compttt notational device was presumably designed to deal with a change in the 
morphology of the mode. In its original form penfgih was related to (and indeed derived from) rasi. 

« d used therefore BV and ct. For Cantemir (£<fvi5r 43-4) this form was ancient fon'i), even if still 
presented in the repertoire {by e.g. 3), and was being supplanted by a contemporary (red/d) 
development akin in scale sinrturc to nisabur, and using therefore the notes B* and ct. In the 
twentieth coniuiy repenesre pieces in pcrtfgSh may alternate passages containing Bd and ci with 
others containing SI and cf. But if such were the case hec it can hardly be doubted that Cantemir 
would simply hove continued to notate in the normal w-ay, indicating the modulation by switching 
from one set of symbols to another. However biaarreand disconccrung. It may ihcrcfore be suggested 
as rather more likely that what is being aitcmptcd here rs a conibinaiion of pcrlonnance alicmalivcs, 
the player being in general free to choose ciJicr the tradiuonal fl# and cS (with 'Ali Ulki, who assigns 
this piece lo ihc mode rnji). Or the more innovaiorj BS and ci. Bui one obvious weakness of this 
imcrpreuilion is that v.ticrcasct'» appears from ihe beginning, SU'I is only added from HI c, and one is 
obliged In consequence to have recourse lo some such argumcni as that Caniemlr, In his first 
cxpciimeni with this type of compound notation, began by making Just one indication of the 
performance altcrnaiivcs (c» Ulus implying B»), but laier switched lo a more cjtplicii form. However 
uiKionvincing iJiis particular line of argument, it can hardly be doubted ihui die conipouiicl noinlicr 
does relate to die supplaniing of the old form of the mode by the new. In Uc ncxr piece In /ic/ifgdh. 
301 (lire napre of 295). the sumo technique is cmplojcd throughout, except for one passage where 
only ff appears, and ibc shifi from B4 and d lo St and rt reaches Us logical conclusion in 321, from 



























H3 b 1: 2 A. 7-8 cSrf /I. land 2 irev.iiiicn as I cycle followed by a double bar and presumably lo 
bercpeaied. 3;3-4dctir,5-6c. 4: 3-4cW cd,5-iBi. 3-6are wrilter*as2cyclaa lo be repealed. 7: 
5-6A,8: 4c8d,3-6rl.7-80- 

3) Sanal 238-40. 1 = / . Suggested icirpo - 2S6. The mode signature has only 84 and c* 
throughout. 

Hid: interpolated afier 1 is HI a2; 1-4. _ 

HI el: 1-2 C? FS(!. 3|,3; 1-2 0 Ali 3j.6; 4SfflV. 

H3iil: l-2GAfJ^ 31.6: 2 A£« 4 84. 









(hiiseyni) 


kiilliyat fahte 

kulli kiilliyat 
ve kiilliyat-i makamat 









































































































297 



Koca AngeliTanburi 

rehavi 


9enber 








































298 

Muzaffer irak 


devr-i kebir 


j 


























biinkar pesrevi 






























































624 
















302 


Kantemiroglu 


zengiile 






























303 


Muzaffer 


Irak 


darbeyn 













304 


tanbiiri kiirdi - bereffan 

















































306 


bcreffan 



































































































310 













f-nay throujh a cycle 
e as in M 4-8) is here 






























ImltH'. in iJit iflcniificaioo fragment usciJ on its second imcl ifiira appearances ilic duraiions 
arc distorted Tor the notes of time unit 4, fxcoimngjsi^fijscj}. 









































































































mm 






650 



315 


tanburi 


acein a^irani 


diiyek 



















316 

'Osman Paja huseyni kiisiik muhammcs [muhammes] 


















































3l8a 


segah ziilf-i nigar diiyek 


in 











2) H24: 1-8 are writien as4 cycles 10 be repealed. 14:3fl'/.9-I4 are lo be repeated 

H3a2: l-SfS.i: 2a. H3 a and H3 b 1-4 form a imil lobe repealed. 

H3b8; ld.‘i-4c. 10: 3 W. 5-lOareiobefCpealed. 

The high incidenee of noics of long diiraJon in 318a. especially wlicn coupled wiih ihe unusuol 
equivalence of Caniemr's 1 aiih in ihe ‘AIT Ufki version, makes ii likely doi ihc wn-i keix' code 
«mrSlaJcen. Subsdtulion of vern-i'^iir, which resells in a nomial rdalionship betvecn ihcCanicrnir 
arra Ah Ufki versions (1 = J ). yields the following aliemaiivo; 





































































321 


















hiiseyni 


















323 


Kantemiroglu 


u 5 §ak ajirani 







n-Judciz 18 (341-j). \ =j. Time sienaiiire 88 : 4. 

5).llc,12fi* A(J-:;,-15.16,63-4ii. 

VI W.93/171 (Md ihence Popcsce-Jedeii 29 (382-3;), TUcniodC is d.-fincd as 


M>H3, H2>H3, Z>H4, H3>0.) 
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gam/.ekai 


diiyek 


























328 

cvi? 


Eyyubli Mehmed ^elebi 


























$ehnaz 


fer'-i muhatnmes 



































Kantemiroglu 


gamm-fersa 


cenber 

















































333 


Muzaffer 





















3J4 






















335 


Kantemiroglu 


buselik 




























3J6 


Kantemiroglu 


sipihr 


fer'-i muhammcs 































337 


Derv1§ Mustafa 


rehavi 


evsat 































































339 


accm yegahi 









































































































































t Tatar Ibrahim ^elebi 


muhammes 











































































;; IA5f.9((.29-301 

repeat sign and then, 











































































This version is, ironicall)'. even further from the 26 lime unit suucturc of evsar than Canlemir's. and 
confuses rather ihan clarifies- It is conceivable, aibcii unlikely, ihai 'AU ufti, disconcerted by the 
atsakl* 3 + 2 ... beginning swilched in mid-cycle from using j loj as his basic unil, Bui whaiever 
the reason, he consisienlly produces a cycle of 19 (or 38) lime units, 3 + 8x2. The sirrpicsi way of 
comparing'All Ufkrs version with the above is W transcribe it in full (with ^ for the original J): 




































































348c 





















349 


buselik 


muhammes 








































351 


Kantemir[o|!u] beyati 


gamm-fcrsa 


?cnbcr 
































T1 T" 


There Is no heading, but one ma> khniify Uic rhyihmic ejolc of this brief fiagmcnl wiihoul hesilaiion 
as divr-lkibii. 
























